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EARLY ROMANTIC AND BIEDERMEIER TRADITIONS  
IN LUIGI BOCCHERINI'S QUINTETS 
 
The aim of the work is tracing of stylistic characteristics of early romanticism and Biedermeier in Luigi Boc-
cherini’s Quintets, including piano ones. The methodology is based on the intonational approach of Boris Asafiev’s 
school in Ukraine with special emphasis on stylistic comparative, cultural, and hermeneutic methods in the development 
of positions that were developed by A. Losev, V. Medushevsky, and Y. Lotman. Scientific novelty is determined by the 
fact that for the first time in the Ukraine Luigi Boccherini’s Quintets became the subject of scientific analysis in line with 
the numerical symbolism, as well as by the original theoretical idea of crossing of early romantisism and Biedermeier 
stylistic indicators in them. Conclusions. Luigi Boccherini’s Quintets have become a substantive symbol of the Italo-
French line of chamber instrumentalism, which defined before-Biedermeier, Biedermeier as such and early romanticism 
parallel making the way to opening the Viennese classics. Typology of the quintet amounted to an outright opposition 
to Viennese quarterness – including in the form of fundamental chamber music sounding. The absolute plenitude of 
Boccherini’s quintets set up the genre model of the before-Biedermeier and Biedermeier quintet. 
Keywords: quintet, Biedermeier, chamberization, genre model. 
 
Зима Людмила Вікторівна, кандидат мистецтвознавства, доцент кафедри камерного ансамблю 
Одеської національної музичної академії ім.А. В. Нежданової  
Ранньоромантичні та бідермайєрські традиції у квінтетах Луїджі Боккеріні 
Мета роботи – дослідження стилістичних ознак раннього романтизму і бідермайєра в квінтетах Луїджі Боккеріні, в 
тому числі фортепіанних. Методологія дослідження базується на інтонаційному підході школи Бориса Асафьєва в Україні зі 
спеціальним акцентуванням стильового компаратива, культурологічного та герменевтичного методів в розвиток позицій 
праць А.Лосєва, В.Медушевського, Ю. Лотмана. Наукова новизна визначається тим, що вперше в Україні квінтети Луїджі 
Боккеріні стали предметом наукового аналізу в руслі числової символіки, а також оригінальної теоретичної ідеї перетину в 
них ранньоромантичних та бідермайєровських стилістичних показників. Висновки. Квінтети Луїджі Боккеріні з'явилися пред-
метним символом італо-французької лінії камерного інструменталізму, яка визначила пробідермайєровську та власне 
бідермайєровську і ранньоромантичну паралель до відкриття Віденських класиків. Типологія квінтету склала відверту 
опозицію Віденській квартетності – в тому числі у вигляді принципової камернізації звучання. Абсолютна безліч 
квінтетів Боккеріні затвердили жанрову модель ранньоромантичного, пробідермайєровського квінтету. 
Ключові слова: квінтет, бідермаєр, камерність, жанрова модель. 
 
Зима Людмила Викторовна, кандидат искусствоведения, доцент кафедры камерного ансамбля 
Одесской национальной музыкальной академии имени А.В. Неждановой 
Раннеромантические и бидермайерские традиции в квинтетах Луиджи Боккерини 
Цель работы – прослеживание стилистических признаков раннего романтизма и бидермайера в квинтетах Лу-
иджи Боккерини, в том числе фортепианных. Методология исследования базируется на интонационном подходе школы 
Бориса Асафьева в Украине со специальным акцентированием стилевого компаратива, культурологического и герменев-
тического методов в развитие позиций трудов А.Лосева, В.Медушевского, Ю. Лотмана. Научная новизна определяется 
тем, что впервые в Украине Квинтеты Луиджи Боккерини стали предметом научного анализа в русле числовой 
символики, а также оригинальной теоретической идеи пересечения в них раннеромантических и бидермайеровских 
стилистических показателей. Выводы. Квинтеты Луиджи Боккерини явились предметным символом итало-
французской линии камерного инструментализма, которая определила пробидермайеровскую, собственно бидер-
майеровскую и раннеромантическую параллель к открытию Венских классиков. Типология квинтета составила откро-
венную оппозицию Венской квартетности – в том числе в виде принципиальной камернизации звучания. Абсолютное 
множество квинтетов Боккерини утвердили жанровую модель раннеромантического, пробидермайеровского квинтета. 
Ключевые слова: квинтет, бидермйаер, камерность, жанровая модель. 
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Actuality of the subject of this research is dictated by the need of reconsideration of romantic sym-
bols, models and performing readings of contemporary performing art. The romanticism and the Biedermeier 
artistic style accompanying it cause new foreshortenings of art sense in performing interpretations, including 
in chamber and ensemble performance, at each following historical stage. 
Despite Boccherini’s creative fruitfulness in all musical genres, so far the attention of music re-
searchers has been more attracted to Boccherini as a brilliant cellist and to his numerous works for cello and 
double bass, which have become classic examples of solo instrumental music of Italy in the XVIII-th century. 
Such approach is shown in the studies by L.Ginzburg and G.Rothschild. Chamber and instrumental creativity 
of this composer (over 400 works) has not become a subject of serious consideration yet. 
The aim of the article is tracing stylistic characteristics of early romanticism and Biedermeier in Luigi 
Boccherini’s Quintets that have obviously set up the genre model of the before-Biedermeier and Biedermeier 
quintet by means of their absolute abundance. 
Presentation of the basic material. The development of the quintet genre and the piano quintet as its 
version in the 19th century highlights this genre in correlation and, partly, in an opposition of quartet-quintet 
ensembles in the most distinctive features of the last one: bigger brightness, showiness, concertness, a 
combination of importance, a large scale of contents with democratic character, the lyrical tone that is pecu-
liar to the very nature of an ensemble. 
Numerous quintets by L. Boccherini, L. Spohr, J. Hummel, G. Onslov, J. Pixis, J. Raff, A.de Castillon 
arisen at the end of XVIII-th – the beginning of the XIX-th century, make the necessary sounding, aura which 
provides in new esthetic circumstances the wide popularity to the genre and its unprecedented take-off, 
which has presented to the world such masterpieces of a romantic era as "Forellen-Quintett" by F. Schubert 
and the piano quintet by R. Schumann.  
A new attitude toward freedom of expression, romantic confessionness, Biedermeier simplicity and 
democratic character has changed chamber and ensemble music. The Quintetness supported by vibrations of 
spiritualized mystical aspirations of the time begins to approve itself. The brightest case of solemnity of the 
quintet genre can be presented by means of Luigi Boccherini’s ensemble creativity, who was a composer creat-
ing during the preromantic era, but appeared as a bright harbinger of the Italian romanticism and Biedermeier. 
Due to different sources L.Boccherini has composed from 125 to 137 quintets, among them there are 
string quintets, mixed ones: quintets with a guitar, piano quintets (string quintets with a guitar, in particular, 
were processed for a notable grandee Marchese Benavente by the composer himself in Madrid). 
L.Boccherini’s simple, melodious, sometimes melancholic melodies, brilliant Italian instrumentality of texture 
corresponded to the new freedom of expression of the quintet genre in the best possible way. 
It is indicative that L.Boccherini, as the son of his epoch, undoubtedly concerned the charm of delights 
of the French sentimentalism, the gallant style that apprehended Mannheim expression, but who was looking 
forward to romanticism, was writing simultaneously both string quartets and string quintets, but with an uncondi-
tional prevalence of the last ones (80 quartets – 137 quintets) [11, 504]. But it is also interesting that in first half 
of his life (the Roman period, the period of the celebration of classicism) quartets prevailed, and further, in days 
of his residing in Madrid, in the period of preromantic turmoil and presentiments, quintets dominated.  
An obvious opposition of quartet genres in the German Viennese classics and over-abundance of 
quintet by an Italian Boccherini mark the process of cultural German-Italian opposition reaching its apogee 
during the civil war under the leadership of Garibaldi (1848-1859), when Garibaldi's national army has op-
posed Vatican supported by Austria. The inertia of the Viennese school alongside with corrective amend-
ments of coming into its own rights romanticism defined the system of Austria, whereas the Italian romanti-
cism has gone other way, concentrating around the Opera semiseria, being semichurch in its essence. 
Since 1769 L. Bochherini had been creating in Madrid and his quintets composed on the verge of the 
XVIII-th – the beginning of a XIX-th century, as a genre, had reflected the extremely uneasy pressure of this 
age, namely, resistance to Napoleon and, simultaneously, antimonarchic protests. However, the court com-
poser, the singer of the raised and improved feeling, Boccherini, undoubtedly, felt ideas of the time, ex-
tremely appreciating the lyrical tone of expression, the emotional openness, which testify to his responsive-
ness to new preromantic trends. Certainly, in the quintet genre he felt for himself more freedom of 
expression, plasticity and new harmony with the surrounding world.  
Mixed string quintets – with a flute, quintets with a guitar – vary in their forms and include compo-
nents of various genre phenomena: songs, arias, dances from a minuet to the Italian tarantella and the 
Spanish fandango and rondo.  
Six piano quintets in opus 57 show signs of their graceful concertness. An abundance of dynamic 
comparisons such as forte – piano or fortissimo – pianissimo give to the music an additional, heavenly ex-
tent, which, in the best way possible, is in harmony with new quinary spatiality of the quintet [8]. 
L.Bochherini’s quintets are largely written for a string complement, i.e. they turn out to be a significantly 
moved apart variant of the quartet writing, in which quinarity of voices is self-significant. Presence of some 
combination with a clavier or other instrument (a flute, a guitar) in L.Bochherini’s quintets specifies the fact that 
this genre typology was consciously "enriched" by the composer, but with keeping in mind the quartet type.  
In six flute quintets (Op. 21), where a flute is added to the string quartet, after all, the attention of the 
composer to the first violin is shown, it is leading; in a counterbalance, in his six clavier concerts, certainly, 
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the leading instrument is the piano that is emphasized with composer’s remark assigning an accompaniment 
part to the string quartet. 
The single-part structure in the quintets with a flute and a multi-part structure in the clavier quintets 
are present. Their ratio itself shows flexibility in understanding the composition wholeness, in which either 
ensemble echoes of the single-part sonata by D.Scarlatti or recurrence alla Italian three-part sonata Sam-
martini – Martini are recognizable. The "spirit" of chembalo soars over the flute cycle of opus 21, as its sin-
gle-part equivalent is the above-mentioned D.Scarlatti's sonata-caprice; we should take into account that the 
flute timbre was significant during the era of the birth of "light" pianos, [3, 9] when sonority of the last ones 
modelled the sequences of the flute staccato. 
As it has already been noticed, none of the flute quintets of this opus shows a flute in a melodic-cantilena 
refraction, which acts like a cembalo in doing so. Tiny trios in each of quintet plays intend to build a cycle, but do 
not show it in reality. Where there is a cantilena – a violin is added. This fact attracts attention especially as the 
tendency towards vocalization in the Italian tradition on base either violins or flutes was well-known. The latter is 
brightly given in the leading vocal refraction in another cycle – in six flute quintets of opus 25. 
Among all L.Boccherini’s piano quintets we shall consider Op. 57, Quintet No. 5 for piano and string 
quartet in more detail. Alongside with obligateness of the quartette string structure specified by the author, a 
certain immensity of the composition, with author’s unconditional preference to the Italian tradition ignoring 
dynamic reliefs and a variety of plans of the Vienna school, is noticeable in it. Boccherini isn't lonely in addic-
tion to similar forms in the Italian environment. Approximately at the same period Italian composers 
D.Cimarosa and M.Clementi concentrate themselves on small instrumental forms and also ignore theatrical 
contrasts of the Vienna school. 
Just as in belcanto singing of castrati and falsettists was called light singing, (as the church and 
moral aura of the old opera didn't allow immersion in effects of negative emotions), over which joy, a satellite 
of expressiveness of the church art always towered. We find a variety of faces of a joyful rise by Boccherini, 
who thus, in the conditions of the arising Biedermeier, cultivates contours of a baroque ensemble sonata. 
The Clavier Quintet No. 5, E-dur is indicative due to its "Italian" dynamics, i.e., having a dynamic variety, es-
sentially solvable at 2 levels – forte-piano, fortissimo-pianissimo. 
Acoustic naturalness – the dynamic approach-removal of music of instrumental ensembles of the Vi-
enna school doesn't appear here, on the contrary, the composer shows a hypertrophy of combinatorics of 
terrace ratios, which covers ratios of several bars, or only of one bar, creating joyful bell coloring. Such dy-
namic restrictions brightly unhide the "semiseria ghost" [see about semiseria genre by Conen] in instrumental 
and ensemble music. 
Taking into account its church genesis, the terrace dynamics is excluding pictorial fluctuations of ap-
proach-removal, however it is concentrating either on singing of hymns in sonorous and modest ways or 
converting the miracle of Apparition of this or that sound image. The D-dur tonality in traditions of the 
Enlightenment age is a version of a pastoral tonality, as in the Pythagorean system E-F is a sphere of mate-
rial elements [4, 239]. Romanticists treat the F-tonality (due to romantic paradoxicality of their world percep-
tion) as the tonality of "an ideal state" (dematerialized matter of the romantic antinomical attitude, see parts 
of Gilda, Desdemona by Verdi, etc.). 
L.Boccherini’s piano quintet contains something median between enthusiastic pastorality of the XVIII-th 
century and exaltation of ideality of the romantic era. Nevertheless, in this composition there is a look back to 
the Vienna style (Mozart’s stroke) that is expressed in evident weight of the transitional part in the sonata con-
tours of the first movement in which, as well as by Mozart, a break in the voice-frequency (D-moll) and the 
genre sphere other than the main part are shown. This circumstance gives some unusual luminescence to 
normativity of the dominant second theme too. The final part even more concentrates forte-piano patches of 
light, splitting them into semi-steps in the effect of an echo in a rather quick tempo, considering the abundance 
of thirty-second notes. The piano texture, in case of the seeming commonality of a statement, is incredibly diffi-
cult. The artistic dynamism of the Vienna school is rough and demonstrative in comparison with it. 
As well as all of the Italian school, Boccherini does not recognize "widely placed hands" of the Vien-
nese, providing an orchestral similarity of coverage of a set of registers. In the piano part of the quintet the 
sustained harmonization of themes is shown, alongside with a very rare duplication of voices, exclusive deli-
cateness of the saloon ensemble manner and that of a figurate passage variety prevails. 
As it has already been noticed above, at a very high tempo (thirty-second durations) in Allegro sos-
tenuto, in the absence of the cantilena, the secondary cantilena of passage manifestations prevails. The begin-
ning of the quintet, its first subject of the main part has obvious crossings with the subject of Mozart’s sonata c-
dur KV 390: that is, they have the same broken course of the major six-four chord that can be not an obligatory 
testimony of addressing to Mozart, as both subjects have a deeper symbolical root – it is the theme of the 
Cross (hereinafter the description of rhetorical figures symbols is according to O.Zakharova's book, [7, 27-28]). 
The idea of the redemption of the Cross laid as the principal theme, and further in monothematic 
passage formulas of the God atonement through the affect of joy and transformation has certainly been real-
ized among other Christian values, which were dear for L.Boccherini and his environment. The transition is 
sustained in D-dur, a rather far tonality, being allocated with steps along a triad, and demonstrates an opera 
genesis acting as a contrast when it comes to the main part. In addition, the character of the piano texture 
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changes – parts of the top and lower rows are moved most apart. The second theme, returning to the music 
a light tone of the texture, is based on a performing figure of music containing chime ringing in which high, 
joyful, easy (in the west manner) bells reign. In the development, rather laconic as to its texture, transition 
and final parts are processed. The reprise turns out to be mirror-like and begins with the second theme. The 
final part (constructed on the terrace effect of an echo) concentrates a reigning joy and an elation of the at-
mosphere of playing music. 
In the second movement of the quintet, at last, the violin predominates, piano accompanying periodi-
cally supplements string expressions with concordant and exclaiming motives. The subject of the soloist vio-
lin presents us the turned cross. The theme developing combinatorics of the Cross (in what it would be pos-
sible to hear a premonition of romantic demonism) sounds in a slow motion and is built in saloon brevity and 
unextesiveness of the texture. According to the form, it is an ancient binary form – a theme and its variation 
development. 
The third movement is a minuet La Polacca beginning with attacca as envisioned by the author, 
showing a quite bright, figurative tempo, a dynamic contrast. With rather distinct rhythmic and melodic struc-
tures of a polonaise it is quite possible to consider it as a response to the Polish events of 1794, (we can re-
member that Tadeusz Kościuszko’s troops were formed directly in Italy), but even if this music is caused not 
specifically by events of the well-known Polish revolt, but, undoubtedly, in the conditions of an intense politi-
cal situation in Italy, sympathy to Poland and its long-term national liberation movement. 
The main theme literally rushes as it had already been said above, with attacca, impressing with the 
passionate E-moll emphaticalness, it is handled at first monophonic by a clavier, then by tutti with a duplica-
tion of the main motive by means of sixths for clavier and strings. In the theme there is a lot of crossings with 
a polonaise – an elastic triple-meter with an underlined first beat, a vigorous sixth  
step up, abundance of dotted lines, passionate chromaticisms and a typical specific melodic cadence 
idiom. The theme that sounded twice in minor is replaced with a major episode, softer, but, in the manner 
peculiar to L.Boccherini, embellished with rich contrasts of an echo. The next sixteen-bar period returns us to 
the main subject, but, on the contrary, already from the very beginning with soloing string instruments, and 
further on, tutti of the whole ensemble ornamented with new figures for the piano follows. 
The second and third sixteen-bar periods together (the main theme and its twin – the major one), as 
intended by the author, repeat passing to the final theme, in which polonaise indications are also strong, but 
at the same time the typical Boccherini’s play of dynamics, i.e., forte-piano, light and shade, an echo, giving 
rise to a special effulgence and spatiality, amplifies too. The trio constructed on interaction of a violin and a 
piano leads to the conclusion, which is elaborated as da capo all fine. 
L.Boccherini’s six piano quintets of Op.57 demonstrate distinctive features peculiar to the Italian 
chamber and ensemble music of the preromantic period and early Biedermeier, namely: extreme grace of 
the musical structure, richness of refined virtuosity, basic dynamic terrace-likeness, and salonness as a sign 
of selectivity and special joining in spiritual values. 
Scientific novelty. In this article, for the first time in Ukraine Luigi Boccherini’s Quintets have become 
a subject of scientific musicological and cultural studies in line with the original theoretical idea of crossing in 
these works of early romanticism and Biedermeier stylistic indicators. 
Conclusions. Our research shows that Luigi Boccherini's quintets have become a subject symbol of 
the Italian-French line of chamber instrumentalism, which has defined near-Biedermeir and actually Bieder-
meir as well as an early romantic parallel to opening of Vienna classics. We may state that typology of quin-
tet, including the piano one, in L. Boccherini's creativity has made an outspoken opposition to the Vienna 
quartetness – including in the form of a basic chamberization of sounding. 
At the same time a great many of Boccherini‘s quintets have approved the genre model of the early 
romantic, near-Biedermeier quintet and its several typologies, having determined its future revival during the 
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ТЕОРІЯ КОМПОЗИЦІЇ У МУЗИЧНОМУ МИСТЕЦТВІ: 
СТАН НАУКОВОЇ РОЗРОБКИ 
 
Мета роботи. У статті розглядається композиція музичних форм як теоретична проблема, що передба-
чає аналіз поняття композиції музичного мистецтва, ступеню його вивчення та ролі в мистецтві ХХ століття. 
Методологія дослідження. Використані компаративний та історичний методи. Також специфіка теми зумовлює 
використання контекстного та систематичного методів, що дає змогу виявити і проаналізувати феномен компози-
ції як частини культурно-історичного процесу. Наукова новизна полягає у систематизації теоретичних праць що-
до поняття композиція. Композиція у мистецтві завжди є конструкцією для розуміння "основи" музичного твору, а 
поняття "основи" майже завжди пов'язане з поняттям композиції, яке є відображенням внутрішньої структури. Са-
ме це дає змогу розкрити реальну логіку композиційної будови, що асоціюється з виразом ідей і формуванням 
базової цілісності твору. На основі концепції О. Коблякова з трансмірності в історії та жанрах мистецтва розроб-
лено теорію про трансмірні прояви в музичній композиції, основною особливістю якої є те, що вони проявляється 
на макро- і мікрорівні композицій, повторюють те саме значення на різних масштабних рівнях. Висновки. Компо-
зиція – це трансмірна система принципів, які призводять до творення цілого, які водночас не розчиняються повні-
стю, а у своєму розвитку якісно доповнюють один одного.  
Ключові слова: композиція, музична форма, структура, трансмірність, музичні універсалії. 
 
Каблова Татьяна Борисовна, кандидат искусствоведения, доцент Института искусств Киевского 
университета им. Бориса Гринченко 
Теория композиции в музыкальном искусствe: степень изученности проблемы 
Цель работы. В статье рассматривается композиция музыкальных форм как теоретическая проблема, что 
предусматривает анализ понятия композиции музыкального искусства, степень ее изученности и роли в искусстве 
ХХ века. Методология исследования. Использованы компаративный и исторический методы. Также специфика темы 
обуславливает использование контекстного и систематического методов, что позволяет выявить и проанализировать 
феномен композиции как части культурно-исторического процесса. Научная новизна заключается в систематизации 
теоретических работ относительно понятия композиция. Композиция в искусстве всегда представляет собой конструк-
цию для понимания "основы" музыкального произведения, а понятие "основы" почти всегда связано с понятием ком-
позиции, которое является отражением внутренней структуры. Именно это позволяет раскрыть реальную логику ком-
позиционного построения, ассоциируется с выражением идей и формированием базовой целостности произведения. 
На основе концепции А. Коблякова о трансмерности в истории и жанрах искусства разработана теория о трансмерном 
проявлении в музыкальной композиции, главной особенностью которой является то, что оно проявляется на макро- и 
микроуровне композиций и повторяет то же значение на разных масштабных уровнях. Выводы. Композиция пред-
ставляет собой трансмерную систему принципов, которые приводят к созданию целого и не растворяются полностью, 
а в своем развитии качественно дополняют друг друга. 
Ключевые слова: композиция, музыкальная форма, структура, трансмерность, музыкальные универсалии. 
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